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Abstract
The inconclusive discourses around urban art, public art, and urban art have generated an array of terminological 
KLZPNUH[PVUZ��0U�[OPZ�WHWLY��0�HUHS`aL�[OL�PTWHJ[Z�VM�[OL�[LYTPUVSVN`»Z�YHWPKS`�JOHUNPUN�\ZHNL�PU�3PZIVU�IL[^LLU������
HUK�������0U�[OL�3PZIVU�>VYSK�,_WV�» ���VWLU�HPY�ZJ\SW[\YLZ�HUK�HY[�PUZ[HSSH[PVUZ�^LYL�SHILSLK�\UKLY�[OL�OLHKPUN�VM�
¸\YIHU�HY[�WYVNYHT¹��HY[L�\YIHUH���;OPZ�PSS\Z[YH[LZ�H�NYV^PUN�\ZL�VM�H�KLZPNUH[PVU�[OH[�PKLU[PÄLK�ZVTL[OPUN�UL^�HUK�
KPZ[PUJ[�MYVT�[YHKP[PVUHS�ÄUL�HY[Z��ULHYLY�[V�[OL�JVUJLW[�VM�W\ISPJ�HY[��3HTHZ������!�������
A decade later, in 2008, the Lisbon city council commissioned a series of group paintings in outdoor panels developed 
^P[O�[OL�W\YWVZL�VM�NYHɉ[P�THUHNLTLU[��;OL�L_WYLZZPVU�¸\YIHU�HY[¹��HY[L�\YIHUH��^HZ�\ZLK�HNHPU��I\[�[OPZ�[PTL�^P[O�
H�[V[HSS`�KPɈLYLU[�TLHUPUN��UHTLS`�¸B¯D�[V�JVUÄYT�NYHɉ[P�HUK�Z[YLL[�HY[�HZ�YLJVNUPaHISL�HUK�YLJVNUPaLK�L_WYLZZPVUZ�
VM�\YIHU�HY[�HZ�HU�HY[PZ[PJ�Z\IJ\S[\YL�NSVIHSS`�WYLZLU[�PU�^VYSK�TL[YVWVSPZLZ¹��*HY]HSOV�HUK�*oTHYH���������;OPZ�WHWLY�
traces the development and use of this terminology in Lisbon.

2L`^VYKZ!�<YIHU�(Y[��W\ISPJ�HY[��\YIHU�KLZPNU��Z[YLL[�HY[��NYHɉ[P��3PZIVU

����7\ISPJ�(Y[�
 
������;OL�VYPNPUZ�VM�[OL�[LYT�W\ISPJ�HY[
In the UK, Morris and Ruskin understood “public art” as a reaction to the industrial revolution in the second half of 
19th century, situating it as a natural development of the arts and crafts movement but with ornamental and socially 
engaged characteristics. It was disseminated through Belgium and Germany by Henry van de Velde (Abreu, 2015; 
14 – 27).
 
;OL�HY[PZ[�,\NuUL�)YVLYTHU� �����¶� ����JVPULK�[OL� [LYT�¸W\ISPJ�HY[�¹� �KLZJYPIPUN� P[� MVY� [OL�ÄYZ[� [PTL� PU�HU�HY[PJSL�
LU[P[SLK�¸3»(Y[�9tNtUtYH[L\Y¹��0U��� ���OL�ZWVRL�VM�¸3»µ\]YL�KL�S»HY[�HWWSPX\t�n�SH�Y\L�L[�H\_�VIQL[Z�K»\[PSP[t�W\ISPX\L¹!�
“The work of art applied to the street and to objects of public utility” may be what today corresponds to good quality 
urban environments for public use (Cheron, 2011; 701).

This movement culminated in the organization of international conferences (with wide city council attendance) and 
NLULYH[LK�[OL�MV\UKH[PVU�VM�¸0UZ[P[\[�0U[LYUH[PVUHS�K»(Y[�7\ISPJ�¹�^OPJO�W\ISPZOLK�[^LS]L�]VS\TLZ�VM��[OL�WLYPVKPJHS�
¸3»(Y[�7\ISPJ¹�MYVT�� ���[V�� ����/V^L]LY�� [OL�WHYHSSLS�LTLYNLUJL�VM�[OL�ÄYZ[�TVKLYU�HY[�TV]LTLU[Z� PU�[OL�LHYS`�
20th�JLU[\Y`��P�L���-H\]PZT��*\IPZT��,_WYLZZPVUPZT��HUK�-\[\YPZT��JVUÅPJ[LK�^P[O�[OL�JVUZLY]H[P]L�HLZ[OL[PJ�[OH[�^HZ�
associated with this initial public art movement. This confrontation with the progressive aesthetics of early modernity 
^HZ�MH[HS��HZ�[OL�W\ISPJ�^HZ�UV[�PU[LYLZ[LK�PU�[OL�JVUZLY]H[P]L�HLZ[OL[PJ�HKVW[LK�I`�3»(Y[�7\ISPJ��
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����¶�5VY[O�(TLYPJHU�\ZL�VM�[OL�[LYT�7\ISPJ�(Y[
+\YPUN�[OL�ZHTL�WLYPVK�PU�[OL�<:(��[OL�[LYT�7\ISPJ�(Y[�OHK�H�KPɈLYLU[�TLHUPUN��;OL�*P[`�)LH\[PM\S�4V]LTLU[��H�YLMVYT�
philosophy of North American architecture and urban planning that thrived during the 1890s and 1900s, presented 
some initial resonance with the European use of the term public art, with its focus on monuments and neoclassical 
revival. However, the Anglo-Saxon literature supports the view that public art (as we understand it today) originated 
in the New Deal program called Art-in-Architecture (A-i-A), a structure for funding public art that is still in use today (a 
percentage of the new building costs goes to art programs.)
 
According to Knight (2008), public art radically changed during the 1970s following the civil rights movement and its 
claims on the public space, the alliance between urban regeneration programs and artistic interventions in the late 
1960s, and the revision of the notion of sculpture. In this context, public art acquired a status that went beyond mere 
KLJVYH[PVU�HUK�[OL�]PZ\HSPaH[PVU�VM�VɉJPHS�UH[PVUHS�OPZ[VYPLZ�PU�W\ISPJ�ZWHJL�HZ�PU�,\YVWL�PU�[OL�� th century. It therefore 
gained autonomy as a form of site construction and intervention in the realm of public interests.
 
In addition, environmental public art is considered as a means to raise ecological awareness through a green urban 
KLZPNU�WYVJLZZ��(UK�PU�[OPZ�JVU[L_[��P[�PZ�YLSL]HU[�[V�TLU[PVU�[OL�[YPHS�HYV\UK�9PJOHYK�:LYYH»Z�;PS[LK�(YJ�1 which shows 
[OL�LZZLU[PHS�YVSL�WSH`LK�I`�ZP[L�ZWLJPÄJP[`�PU�W\ISPJ�HY[�¶�HZ�HU�LSLTLU[�VM[LU�PU[YPUZPJ�[V�[OL�HY[�^VYR�P[ZLSM��^OPJO�ZL[Z�
[OL�WHYHTL[LYZ�MVY�[OL�\ZL�VM�[OL�ZWHJL�P[�KLÄULZ��

����4PJOHSVZ��*OYPZ[PUH��¸4\YKLYPUN�(Y[!�+LZ[Y\J[PVU�VM�(Y[�>VYRZ�HUK�(Y[PZ[Z»�4VYHS�9PNO[Z¹�PU�;OL�;YPHSZ�VM�(Y[, edited by Daniel 
McClean, 173-193. London: Ridinghouse, 2007.

-PN������*H[HSVN\L�VM�[OL�ÄYZ[�0U[LYUH[PVUHS�
Congress of Public Art 1898, Brussels.

-PN������3»(Y[�7\ISPJ��U��00��� ����)Y\ZZLSZ�
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������0Z�4\YHS�WHPU[PUN�HSZV�7\ISPJ�(Y[&
There is a long history of mural painting, from Egypt, Christianity, and the Middle Ages through the Renaissance. 
/V^L]LY��^P[O�[OL�W\YWVZL�VM�Z\WLYÄJPHS�JOHYHJ[LYPaH[PVU��^L�ILNPU�V\Y�Z\Y]L`�VM�T\YHSPZT�PU�[OL�LHYS`���[O�JLU[\Y �̀�
Speaking with reference to mural painting at the Bauhaus, Oskar Schlemmer wrote in his diary:
 
“Mural painting, rightly praised as a genre that is capable of accomplishing an emphatic relationship to space and 
HYJOP[LJ[\YL��PU�JVU[YHZ[�[V�[OL�H\[VUVTV\Z�JOHYHJ[LY�VM�LHZLS�WHPU[PUN�HUK�[OL�HZZVJPH[LK�KHUNLY�VM�S�HY[�WV\Y�S»HY[��
T\Z[�ÄUK�HU�HWWYVWYPH[L�ZP[L�HUK�ZVS\[PVU�OLYL�H[�[OL�)H\OH\Z�¹��:JOSLTTLY��� ���JP[��PU�/HYYPZVU�L�>VVK������!�����

The political Mexican murals by Diego Rivera or David Alfaro Siqueiros contained clear and direct critics to advertising 
�/HYYPZVU��>VVK������!�W���� �������0[�^HZ�HYN\LK�[OH[��¸[OL�JYLH[VYZ�VM�ILH\[`�T\Z[�\ZL�[OLPY�LɈVY[Z�[V�WYVK\JL�
ideological works of art for the people (...)” (PIPKLT: 406-407). Also, the Italian fascists, for instance Mario Sironi 
(1885-1961) in his manifesto “Mural Painting Manifesto” 1933, praised mural painting as a strategy for ideology 
dissemination (PIPKLT: 424-426).

0U�MHJ[��ZJHSL�HUK�]PZPIPSP[`�PU�YLSH[PVU�[V�JVZ[Z�NLULYH[L�V\[KVVY�SHYNL�ZJHSL�T\YHS�WHPU[PUN�HZ�H�]LY`�LɈLJ[P]L�VW[PVU�
for communication  and reaching large audiences. The surface support of the creation, the “skin” of the city, the limit 
IL[^LLU�WYP]H[L�HUK�W\ISPJ��PZ�JVTTVU�[V�IV[O�T\YHSPZT�HUK�NYHɉ[P�VY�Z[YLL[�HY[��I\[�PU�T\YHS�WHPU[PUN��[OLYL�VM[LU�
L_PZ[Z�JVUZLU[�MVY�[OL�WYVK\J[PVU�VM�[OL�^VYR��H�SPTP[�JYVZZLK�I`�LWOLTLYHS��ZWVU[HULV\Z�UVU�JVTTPZZPVULK�.YHɉ[P�
and Street art.
 
A clear distinction between muralism and public art is much harder to make. Muralism is a self-contained genre, 
^OPJO�OHZ�P[Z�V^U�ZWLJPÄJP[PLZ��;OL�X\LZ[PVU�PZ�OV^�THU`�VM�[OLZL�JOHYHJ[LYPZ[PJZ�HYL�JVU[HPULK�^P[OPU�[OL�W\ISPJ�HY[�
concept. For instance, some key reference artists, such as Mexican muralists, produced work within the New Deal 
program A-i-A that constituted one of the main streams of public art expression.

������;OL�7\ISPJ�(Y[�7YVISLTH[PJ
;OLYL�HYL�H�U\TILY�VM�JVTWL[PUN�WSHJL�HUK�WYVK\J[PVU�VYPLU[LK�KLÄUP[PVUZ�VM�W\ISPJ�HY[��-VY�PUZ[HUJL��/H`KLU���  ���
68) describes public art as, “artwork that depends on its context; it is an amalgamation of events – the physical 
HWWLHYHUJL�VM�H�ZP[L��P[Z�OPZ[VY �̀�[OL�ZVJPV�LJVUVTPJ�KPTLUZPVUZ�VM�[OL�JVTT\UP[ �̀�HUK�[OL�HY[PZ[»Z�PU[LY]LU[PVU�¹�

(U[VUP�9LTLZHY��������WYV]PKLZ�HU�L]LU�TVYL�LUJVTWHZZPUN�KLÄUP[PVU�VM�W\ISPJ�HY[�[OH[�HJJVYKZ�P[�HU�LSL]H[LK�Z[H[\Z�
HZ�H�ºNLULYH[VY�VM�TLHUPUNM\S�WSHJLZ»!

when I speak of public art I use the concept in a very general way, I understand it like a group of “artefacts” of dominant 
aesthetic characteristics that furnishes the public space. (…) This perspective over the concept allows the conception 
of public art as a generator of meaningful places “co-production” agent, and not just an “artistic” manifestation placed 
in public space. As a producer of sense of place and through the capacity to generate meaning and “identity”, public 
art would be one of the key elements to put in practice the social processes of appropriation of space. Therefore, 
when I speak of public art, I refer myself to things like public space design, landscaping, sculpture, performances, 
etc. (...) and in conclusion (…) this art is possible when the regeneration program principles are based in the values of 
sustainability and in social cohesion, put in practice in their real dimension and not just like propaganda arguments, 
like usual (…).”
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*VU[LTWVYHY`�KLÄUP[PVUZ�VM�W\ISPJ�HY[�HYL�SPTP[LK�PU�[OH[�[OL`�VM[LU�KV�UV[�HNYLL�VU�^OH[�[OL�L_WYLZZPVU�TLHUZ�PU�
WYHJ[PJL��0U�[\YU��[OPZ�SHJR�VM�JVUZLUZ\Z�OHZ�NLULYH[LK�THU`�KPZJ\ZZPVUZ�VM�[OL�[LYT»Z�\ZHNL��^OPJO�PUÅ\LUJLK�[OL�
LTLYNLUJL�VM�V[OLY�[LYTZ�[OH[�[Y`�[V�LZJHWL�^OH[�ZVTL�YLNHYKLK�HZ�[OL�WYVISLTH[PJ�ÅL_PIPSP[`�HUK�V]LY�PUJS\ZP]LULZZ�
VM�[OL�[LYT�ºW\ISPJ�HY[�»

����6YPNPUZ�HUK�\ZHNLZ�VM�[OL�JVUJLW[�VM�<YIHU�(Y[�
:L]LYHS�HZWLJ[Z�PUÅ\LUJL�[OL�KPɈ\ZL�TLHUPUN�VM�[OL�[LYT�<YIHU�HY[��-VY�L_HTWSL��VUL�VM�[OL�HZWLJ[Z�PZ�[OL�SHUN\HNL�
in which the reference to the term is made. In this French language article, the expression Urban art is used to identify 
JLY[HPU�HZWLJ[Z�VM�(SILY[P»Z�[YLH[`���+L�9L�(LKPÄJH[VYPH:

“[…] The constitutive function of this aesthetic requirement was formulated very early by one of the greatest theorists 
in the history of town planning (or more precisely urban art), the humanist Leon Battista Alberti (1404-1472) who set 
MVY[O�[OL�WYPUJPWSL�PU�OPZ�+L�YL�HLKPÄJH[VYPH��W\ISPZOLK�PU�����B¯D�¸2

The expression “Urban art” also arises in reference to the work of pre-culturalists like John Ruskin or William Morris or 
cultural urbanists like Camillo Sitte and Ebenezer Howard (Choay, 2003). As Alberti, these authors identify the “Urban 
art” concept as Urbanism, or even building, underlining the aesthetic component. The transition from image-based 
plans to urban planning changed the original meaning and purpose of the term, processes that for instance in Portugal 
happened since 1954 (Lobo, 1995).

�������  ��3PZIVU�,?76» ��<YIHU�(Y[�JVUJLW[
0U�[OL�3PZIVU�>VYSK�,?76»� ���[OL�VWLU�HPY�ZJ\SW[\YL�HUK�HY[�PUZ[HSSH[PVUZ�^LYL�SHILSLK�HZ�HU�¸<YIHU�HY[�WYVNYHT¹�
(Arte Urbana) by its commissaries António Mega Ferreira and António Manuel Pinto. With the participation of national 
�7VY[\N\LZL��HUK�PU[LYUH[PVUHS�HY[PZ[Z��[OL�3PZIVU�>VYSK�,?76»� ��JVU[HPULK�HWWYV_PTH[LS`����WPLJLZ��[OL�THQVYP[`�VM�
which were three-dimensional works, but which also contained two-dimensional works such as pavements, murals 
HUK�[PSLZ��PU�HU�VWLU�HYLH�VM�����HJYLZ��;OL�3PZIVU�>VYSK�,?76»� ��VɈLYLK�ZWHJL�HUK�YLZV\YJLZ�MVY�PUUV]H[P]L�\YIHU�
experiences created from the desire to realize new philosophies for the occupation of space.
 
,?76»� ��^HZ�KL]LSVWLK�HZ�WHY[�VM�H�UL^�MVYT�VM�\UKLYZ[HUKPUN�\YIHU�ZWHJL��[OH[�JYLH[LK�H�UL^�\YIHU�SHUKZJHWL�
in the texture of a very old city. In the words of António Mega Ferreira, this Urban art program represents the sum of 
[OL�WHY[Z�[OH[�OHK�ILLU�WYVÄSLK�HZ�PUKPZWLUZHISL�LSLTLU[Z�MVY�[OL�JVUZ[Y\J[PVU�VM�[OL�SHUKZJHWL��UV[�HZ�KLJVYH[P]L�
ÄN\YH[PVU��I\[�HZ�H�JVTTVU�WVPU[�MVY�H�KPHSVN\L�HIV\[�H�Z[YH[LN`�VM�KLJVUZ[Y\J[PVU�HUK�YL�JVUZ[Y\J[PVU�VM�[OL�\YIHU�
ZWHJL� [OH[�J\STPUH[LZ� PU� [OL�,?76»� ��HYLH��I\[� [OH[� PUL]P[HIS`�^HZ�L_WHUKLK� [V� [OL�JVTWSL[L� PU[LY]LU[PVU�HYLH��
Because of that, it is not considered a program where the interventions encountered the reason for existing in a 
ZWLJPÄJ� ZLJ[VYPHS� Z[YH[LN`� KLKPJH[LK� [V� [OL� ]PZ\HS� HY[Z�� I\[� PU� [OL� JVUJYL[L� WSHJLTLU[� HUK�KPZJV\YZL� [OH[� ZOV\SK�
LTIVK`�[OL�,?76»� ��HYLH�
0U�[OL�JH[HSVN\L��7PU[V�HUK�-LYYLPYH���  ���PKLU[PÄLK����HY[PZ[Z�HUK�^VYRZ��,HJO�WPLJL�PZ�WHY[�VM�H�NYLH[LY�ZLSM��[OH[�PZ�
present in the whole area, for eyes, hands, body, and intelligence sensitivity. In a discourse characterized by time, 
 
2 - Original quote in French: “(...)La fonction constitutive de cette exigence esthétique fut très tôt formulée par l’un des plus grands 
théoriciens de l’histoire de l’urbanisme (ou plus exactement de l’art urbain), l’humaniste Leon Battista Alberti (1404-1472), qui en 
pQRQoD�OH�SULQFLSH�GDQV�VRQ�'H�UH�DHGL¿FDWRULD��SXEOLp�HQ�������«�´� L’urbanisme - De l’art urbain à l’urbanisme in  LA VEDAN, 
Pierre  (1975). Histoire de l’urbanisme à Paris. Paris: Hachette



33

On TerminologyUrban Art: Creating the Urban with Art

Mega Ferreira writes that the works will not make sense if left to the criminal hand of time or neglect – and indeed, 17 
years later, the city council is proceeding with restoration and conservation. Ferreira continues with the argument that 
there will be a time where the simple removal of one of these works will shock by the amputation of part of the group. 
And when they are missed, in the noise that these pieces make, they will fully live in the place and memory of what 
[OL`�^LYL��HUK�OV^�[OL`�ZLY]LK�[V�ZH`�HSS�[OH[�[OL�,?76» ��ZWHJL�^HU[LK�[V�ZH �̀

(U[}UPV�4HU\LS�7PU[V� ��  ���ZOHYLZ�KPɈLYLU[�WLYZWLJ[P]LZ�VU�[OL� [VWPJ�VM�<YIHU�HY[�HZ� P[� YLSH[LZ� [V�,?76�º ���/L�
ZWLJPÄJHSS`�LTWOHZPaLZ�OPZ�JVUJLYUZ�HIV\[�SPML�PU�\YIHU�W\ISPJ�ZWHJL��HUK�OV^�[OL�\YIHU�HY[�WYVNYHT�JV\SK�IL�H�NYLH[�
opportunity for the realization of new experiences, bearing in mind the EXPO ‘98 conditions of funding resources and 
ZWHJL��7PU[V�HSZV�PKLU[PÄLZ�[OL�WYVISLT�VM�[OL�LJVSVNPJHS�]HSPKP[`�VM�THU`�JVU[LTWVYHY`�HY[�WYVQLJ[Z��JHSSLK�H[�[OPZ�
point: Urban art) introduced in public space.

;OL�JVTTPZZHYPLZ�OVWLK�[OH[�[OL�PU[YVK\J[PVU�VM�HY[PZ[PJ�WYVQLJ[Z�^V\SK�OH]L�HU�PUÅ\LUJL�VU�[OL�\ZHNL�VM�[OL�[LYYP[VY`�
that was being created, trying through them to overcome general preconceptions that prevail in the understanding 
of a public art project. Clearly, Urban art as expression is here used to detach any resonance in the mind of some 
architects and artists that public art consists in a static statuary element in the middle of the square - a paradigm of 
VSKLY�KLÄUP[PVUZ�VM�[OL�[LYT��;OL`�OVWLK�[OH[�[OPZ�UL^�\YIHU�ZWHJL�^V\SK�HJJVYKPUNS`�IL�WLYJLP]LK�HZ�TVYL�K`UHTPJ�

The project aimed to relaunch the image of public space, with an open, shared and positive image. In this way nine of 
[OL�JLU[YHS��0U[LY]LU[PVU�AVUL�VM�[OL�,?76» ���WPLJLZ�HPTLK�[V�V]LYJVTL�[OL�Z[H[L�VM�HUVU`TP[`�[OH[�[OL�W\ISPJ�ZWHJL�
Z\ɈLYZ�MYVT��I`�NLULYH[PUN�WSHJLZ�MVY�WLYTHULUJL��HUK�O\THUPaPUN�[OL�WYVÄSL�VM�[OL�\YIHU�SHUKZJHWL�VM�[OL�UL^�JP[ �̀�
Artists and other agents were charged with the task of overcoming the monolithic character of the city, generating new 
YLMLYLUJL�WSHJLZ�MVY�JP[PaLUZ��I\PSKPUN�YLHJ[PVUZ�HNHPUZ[�PUKPɈLYLUJL�HUK�HWH[O �̀�HUK�NLULYH[PUN�WHYHKV_PJHS�VIQLJ[Z�
and discontinuities within the urban grid.
 
The commissaries aimed to escape the historical restrictions of the role of the public art object in urban landscapes. 
They sought instead to generate art places. The commissaries understood that the intervention of the artist in public 
ZWHJL�ZOV\SK�YLZ\S[�PU�H�[YHUZNYLZZP]L�LSLTLU[��UV[�WHJPÄLK�^P[OPU�[OL�JP[`�Z[Y\J[\YL��;OPZ�W\ZOLK�[OL�^VYRZ�IL`VUK�
mere aesthetic value or artistic gesture – forcing the artists to question the social value of their work and the place that 
it occupies within urban spatial logic.
 
������<YIHU�(Y[��.YHɉ[P�HUK�:[YLL[�(Y[
;OL�YLJVYKZ�[LSS�\Z�[OH[�<YIHU�HY[�̂ HZ�HZZVJPH[LK�̂ P[O�.YHɉ[P�HUK�:[YLL[�HY[�MVY�[OL�ÄYZ[�[PTL�PU�[OL�L_OPIP[PVU�:WHUR�[OL�
Monkey of 2006, in Gateshead, UK (Bengtsen, 2014, 67). The term emerges from the set of problems that appeared 
HZ�H�WYVK\J[�VM�[OL�KPZ[HUJL�IL[^LLU�.YHɉ[P�HUK�:[YLL[�HY[�HUK�[OL�LZ[HISPZOLK�HY[�^VYSK��0[�^HZ�IVYU�MYVT�[OL�ULLK�
[V�ZVS]L�[OL�PZZ\L�VM�HKKYLZZPUN�HUK�YLWYLZLU[PUN�.YHɉ[P�HUK�:[YLL[�HY[�PU�[OL�JVU[L_[�VM�PUKVVY��PUZ[P[\[PVUHS�HUK�VY�
commercial cultural agents.

Since 2008, the auction house Bonhams promoted periodic auctions specializing in Urban art. In 2009, the discussion 
forum Banksy.info changed its name into the Urban Art Association. Nevertheless, in both circumstances, there were 
UV�KLÄUP[PVUZ�VY�JSHYPÄJH[PVUZ�THKL�YLNHYKPUN�[OL�TLHUPUN�VM�[OL�[LYT»Z�\ZHNL�PU�P[Z�LZZLUJL�HUK�PU�YLSH[PVU�[V�.YHɉ[P�
and Street art. Divergent reactions occurred in both the Street art world and in the established art world because of 
[OPZ�SHJR�VM�KLÄUP[PVU��4H[OL �̂�������
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The occasional use of Urban art as a synonym for Street art frustrates some in the world of Street art. The connotation 
and commercial viability of the expression Urban art meant that the placement of works in the street and sometimes 
just the reference to the street became vehicles for a commercial career. In this situation the relation to those who 
spontaneously produce Street art has become unclear, as it quickly can turn into Urban art marketing that potentially 
it will later be sold.

0U�[OL�7VY[\N\LZL�JVU[L_[�[OL�L_WYLZZPVU�<YIHU�HY[� PZ�HSZV�W\[�PU�YLSH[PVU�^P[O�NYHɉ[P�HZ�¸HJ[PVUZ�[OH[�HYL�THKL�PU�
[OL�LU]PYVUTLU[�VM�[OL�JP[PLZ�I`�NYHɉ[P�^YP[LYZ��¯��WV[LU[PH[LK�I`�T\ZLVSVNPJHS�WYVNYHTZ�VY�VM�[OL�IPN�LU[LY[HPUTLU[�
T\S[PUH[PVUHS�LU[LYWYPZLZ�SPRL�º*V^�WHYHKLZ»¹��(UKYHKL��4HYX\LZ��)HYYVZ�������.

2.3 - 2008 Lisbon - Urban Art Gallery (Galeria de Arte Urbana, GAU)
In October 2008, the program “Urban Art Gallery” was launched in Lisbon. Physically it was an open-air structure, 
composed of painted JCDecaux advertising panels, but conceptually it was a city wide program of actions organized 
by the city council, advised by some authors and agents (in which the author of this text, Vhils, Ram, Mar, among 
others were involved). For this purpose, a small brochure3 was published containing a proposal for the usage of the 
term “Urban art”, where a line is drawn to the work of the already mentioned pre-urbanists such as Morris and Ruskin 
(Choay, 2003). Some years later, the city council responsible for structures in Calçada da Glória, near Bairro Alto 
YLSLHZLK�H�Z[H[LTLU[�[OH[�ZLY]LK�[V�¸JVUÄYT�[OL�NYHɉ[P�HUK�Z[YLL[�HY[�HZ�YLJVNUPaHISL�HUK�YLJVNUPaLK�L_WYLZZPVUZ�VM�
\YIHU�HY[��HZ�HU�HY[PZ[PJ�Z\IJ\S[\YL�[OH[�PZ�WYLZLU[�PU�[OL�^VYSK�TL[YVWVSPZ¹��*HY]HSOV��*oTHYH��������

)`�KLZPNUH[PUN�¸NYHɉ[P�HUK�Z[YLL[�HZ�������L_WYLZZPVUZ�VM�\YIHU�HY[¹��PU�[OL�JVU[L_[�VM�[OL�\YIHU�YLOHIPSP[H[PVU�VM�[OL�
)HPYYV�(S[V�HYLH��[OL�JV\UJPS�JSLHYS`�KV�UV[�PU[LUK�[V�YLSH[L�[OLPY�^VYR�KPYLJ[S`�[V�[OL�<YIHU�HY[��.YHɉ[P�HUK�:[YLL[�HY[��([�
the same time, this statement represents an attempt to connect to these uncommissioned forms by recognizing their 
global existence. This is assumed in the context of their parallel connection to the expression “Urban art” as a form of 
urbanism, or drawing the city, practiced by cultural urbanists within the arts and crafts movement.
 
6M� JV\YZL�� HSS� VM� [OLZL� KL]LSVWTLU[Z� ^LYL� PUMVYTLK� I`� [OL� .YHɉ[P� HUK� :[YLL[� HY[� YLSL]HU[� [V� 3PZIVU»Z� OPZ[VYPJHS�
developments, which are necessarily connected to global dynamics. At this point, it is also relevant to have in 
mind the proposed three typologies that describe Urban art in Lisbon (Neves, 2015 p. 121 – 134). These are the 
[`WVSVN`�VM�MVYTH[PVU��^OPJO�PUJS\KLZ�[OL�J\S[\YHS�\YIHUPZ[Z»�HWWSPJH[PVU�VM�[OL�[LYT�\YIHU�HY[�HZ�H�MVYT�VM�KYH^PUN�
the city, and which also encompasses material signs of use of and in urban territories; the pre-formal typology, 
^OPJO�PUJVYWVYH[LZ�Z\IJ\S[\YHS�NYHɉ[P�HUK�Z[YLL[�HY[�PU�P[Z�UVU�JVTTPZZPVULK�HZWLJ[Z"�HUK�[OL�MVYTHS�[`WVSVN �̀�^OPJO�
includes institutionalised forms of urban art such as muralism, contemporary art, and public art.

3 - Conclusions
In modernity, the term public art emerged without the earlier utopian ideal of the socially engaged characteristics of 
arts and crafts. Postmodern public art recaptures these socially engaged dimensions but is still located within the 
realm of the “art world”. Thus, perhaps at this level public art is more limited as a concept than it was at the end of 
the 19th century.

3���7KLV�EURFKXUH�ZDV�GLVVHPLQDWHG�ZLWK�D�ER[�FRQWDLQLQJ�SRVW�FDUGV�RI�WKH�LQLWLDO�SDLQWLQJV�LQ�WKH�³*DOHULD�GH�$UWH�8UEDQD´��
SURPRWHG�E\�WKH�/LVERQ�FLW\�FRXQFLO�ZLWK�WKH�VXSSRUW�RI�WKH�)ULGD\¶V�SURMHFW�LQ�2FWREHU�RI������
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Urban Art was initially related to Arts and Crafts from a planning perspective, and (again) to the utopian ideal of the 
ZVJPHSS`�LUNHNLK�JOHYHJ[LYPZ[PJZ�VM�HY[Z�HUK�JYHM[Z��<YIHU�HY[�HZ�H�[LYT�[OH[�UV^�LUJVTWHZZLZ�.YHɉ[P�HUK�:[YLL[�HY[�
also incorporates the histories of the usage of these other terms. This phenomenon has emerged in our postmodern 
context, but (again) is still located within the realm of the “Street Art world”. Thus, today in this sense, urban Art is 
arguably more limited as a concept than it was at the end of the 19th century.

Commissioned murals are a form of (low cost) public Art, now adapted to digital dissemination on social media. 
The number of mural festivals, internationally, is rapidly expanding, with the ethos of, “give them a wall and a cherry 
picker”. This development is supported by a rapidly growing urban art market and commercial ecosystem (ex:tours).

.P]LU�H�JYP[PJHS�H^HYLULZZ�VM�[OL�WHY[PJ\SHYP[PLZ�VM�.YHɉ[P�HUK�:[YLL[�(Y[��HUK�]PZ\HS�ZPNUZ�PU�NLULYHS��Z[YLL[�\ZHNL���
perhaps both public and urban Art together may in future generate a critical mass for the expansion of the boundaries 
of the (Street) Art world(s) and came closer to the socially engaged utopian ideals of the end of the 19th century.

3.1 - Comparison of the YLSH[PVUZ�IL[^LLU�<YIHU�(Y[�JVUJLW[Z�PU�,_WV» ��HUK�������.(<�

��������:PTPSHYP[PLZ�PU�[OL�HWWYVHJO:
- Both have concerns addressing the problematic of public space usage; 
��)V[O�PU[YVK\JL�PUÅ\LUJLZ��VY�HYL�ZPNUZ�VM�PUÅ\LUJL��PU�[OL�\ZHNL�WYHJ[PJLZ�VM�[OL�[LYYP[VY`" 
��)V[O�HYL�KPZ[HU[�MYVT�[OL�WHZ[�VSK�Z[H[PJ�JVUJLW[�VM�Z[H[\HY`�HZ�[OL�L_WYLZZPVU�VM�HY[�PU�[OL�JP[ �̀�[OPZ�^H`�IV[O�
search to generate (and or are the result) of dynamism; 
- Both have concerns about the role of a piece within the spatial logic of the territory;
- Both work to overcome the monolithic vision of the city;
- Both make considerations and selections about the places of implementation; 
��)V[O�ZLHYJO�MVY�H�YLHJ[PVU�[V�[OL�NLULYHSPaLK�PUKPɈLYLUJL��Z\NNLZ[PUN�WHYHKV_PJHS�HUK�KPZJVU[PU\V\Z�LSLTLU[Z�
within the urban tissue;
- Both (try to) escape the mere logic of objects in the landscape; 
- Both go beyond the aesthetic value and artistic gesture;
��)V[O�HYL�UV[�KLJVYH[P]L�ÄN\YH[PVU��HS[OV\NO�[OL������[LUK�WHY[PHSS`�[V�JVUÄN\YL�ÄN\YH[P]L�"�
- Both provide a common point for a dialogue about a strategy of deconstruction and re-construction of urban 
space (although in 2008, this tends partially not to be connected to the urban space construction, mainly if 
interpreted as murals);
���5V[�L_JS\ZP]LS`�PU[LNYH[LK�PU[V�H�ZWLJPÄJ�ZLJ[VYPHS�Z[YH[LN`�KLKPJH[LK�[V�[OL�]PZ\HS�HY[Z��HS[OV\NO�[OL������OH]L�
this predominance); 
- Shared notion of group of pieces (both 1998 and 2008), collective body; 
- Shared accomplishment of desire of new philosophy for space occupation;
- Both operate at the level of the image of the public space, aiming positive (although in the case of 2008 some are 
just critic, or encryption), shared and open territory (in 2008 by the practice); 
��)V[O�JVUZPKLY�YLSL]HU[�[OL�[YHUZNYLZZPVU�HUK�[OL�UVU�WHJPÄLK�JOHYHJ[LY�VM�[OL�^VYRZ��HS[OV\NO�NYHɉ[P�HUK�Z[YLL[�
art transgress the limits of the law, working with the public private dialectics, 2 dimensions, the message and the 
transgression itself, 1998 urban art have the transgression only in the message.  
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��������+PɈLYLUJLZ�VU�[OL�HWWYVHJO!
-  The 1998 urban art “works will not make sense if left to the criminal hand of time or men neglect”, the 2008 urban 
HY[�PZ�\UKLÄULK�PU�[PTL�K\YH[PVU�VY��PU�[OL�THQVYP[`�VM�[OL�JHZLZ��JSLHYS`�LWOLTLYHS��P[�^PSS��VUS`��THRL�ZLUZL�[V�IL�
JHSSLK�NYHɉ[P�VY�Z[YLL[�HY[�PM�^VYRZ�HYL�SLM[�[V�¸JYPTPUHS�OHUK�VM�[PTL�VY�TLU�ULNSLJ[¹" 
- in 1998 the removal of one piece will damage the collective body, in 2008 the removal of one piece is part of the 
process;
��PU��  ��[OLYL�^LYL�^VYYPLZ�HIV\[�[OL�PU[YVK\J[PVU�VM�JVU[LTWVYHY`�HY[�PU�[OL�W\ISPJ�ZWHJL��.YHɉ[P�HUK�:[YLL[�(Y[�KV�
not have the (contemporary art) status;
- break the anonymity of the public spaces, generating places for permanence (2008 generically do not have this 
concerns);
- 1998 has the purpose of humanizing the urban landscape, 2008 does not have this purpose, the humanization of 
the landscape exists but as a consequence; 
- distinct audience purposes, 1998 searches for generating reference places and points for citizens, 2008 generates 
reference points for (sub) cultural groups, only latter mass culture absorbed;
- 1998 intends above all to generate a place of art, 2008 connection with art is not direct (or inexistent); 
- 1998 has concerns about the social values of the works, in 2008 this consideration is not direct, although many 
works, authors and agents have this concern;
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